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Line and Labyrinth:




　Space is an important element in The Narrative of Arthur Gordon Pym of 
Nantucket (1838), Edgar Allan Poe’s only novel-lengthy work, which is (in)fa-
mous for its digressive and unnatural story. A number of Poe’s scholars have 
examined its spatial representation: for instance, Julian Symons contends that 
“the story is marked throughout by Poe’s obsession with suffering, confine-
ment, and bodily decay” (217); Robert L. Carringer observes a number of de-
scriptions of “[n]arrow enclosures, labyrinths, mazes, puzzles, and games” 
(510), concluding that “Arthur Gordon Pym manifests an unnatural attraction to 
narrow enclosures” (511). In fact, the text is characterized by the confinements; 
for example, Pym hides himself in the “hold” of the Grampus; Dirk Peters dives 
into the mazelike “cabin” of the half-sunken Grampus; and in Tsalal Pym and 
Peters are almost always surrounded by rocky walls. Like the narrator of “The 
Premature Burial” or Fortunato in “The Cask of Amontillado,” Pym/Peters re-
currently confront enclosures within such labyrinthine spaces.
　Building upon such previous researches, this paper deepens the literary sig-
nificance of the “labyrinth” in The Narrative by accentuating the intertextual 
relationship between The Narrative and the Greek myth of Theseus and Ari-
adne, though none of researches have specified so far.1 Generally, the main plot 
of that myth is Theseus succeeds in killing Minotaur and safely escaping from 
the chaotic labyrinth, which is designed by Daedalus to imprison Minotaur, by 
virtue of Ariadne’s thread. In order to analyze how that myth is transformed 
into The Narrative, I specifically examine its symbolic “line” and “labyrinth.” 
Firstly, this paper shows how both Pym’s (in)consistent sailing and his digres-
sive narrative invoke an image of the labyrinth, which delineates The Narrative 
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as the “labyrinthine text.” Then a close reading of the several key scenes, in 
which the line and the labyrinth-like space are juxtaposed, reveals the essential 
difference between the Greek myth and The Narrative; the “inescapability,” rather 
than escapability, proves to be recurrently foregrounded in the latter narrative.
　What follows is, most importantly, the interpretation that the inescapability 
marked in Poe’s plausible employments of the Greek myth symbolically 
re-presents the reader’s impossibility to anchor his own reading of the labyrin-
thine text, The Narrative. Especially, the arguable episode of/in “chasms” pro-
vide us with an opportunity to look on the way the representation of the “laby-
rinth” and the “line” analogically exemplifies the reader’s indeterminate 
interpretations of the text. Finally, such meta-interpretation turns out to be the 
key to understand the excessively symbolical “shrouded human figure” (175), 
the text’s final sentence, “I have graven it within the hills, and my vengeance 
upon the dust within the rock” (178; emphasis in original), and the labyrinthine 
Narrative itself.
1. Two “Lines” in the “Labyrinthine Text”　
　“Line” is undoubtedly a polysemic word. In his Lines: A Brief History, Tim 
Ingold presents an enormous taxonomy of “line,” in which he discusses “line” 
within multiple spheres like language, music, drawing, embroidery, geography, 
genealogy, and etc. Among these “lines,” this part particularly reflects on two 
“lines,” both of which are equally essential in The Narrative; the ocean-line of 
Pym’s voyage and the narrative’s story line.2 This analysis might help us con-
strue The Narrative as the labyrinthine text. 
　From the beginning of The Narrative, “a latitude of eighty-four degrees” 
functions as a critical line that Pym, the reader, and the text itself aim to reach 
(170). By describing “the eighty-fourth parallel of southern latitude” in the sub-
title (1), The Narrative seems to set its provisional goal line at the very begin-
ning of the book.3 The subtitle continues, “together with the incredible adven-
tures and discoveries still farther south to which that distressing calamity gave 
rise” (1). “The title of the work,” reviews Burton’s Gentleman’s Magazine, 
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“serves as a full index of the contents” (qtd. in Critical Heritage 96).4 Yet, due to 
“[t]he loss of two or three final chapters” (176), the text ends up never disclos-
ing the “contents” beyond the eighty-fourth parallel; that is, “the incredible ad-
ventures and discoveries” or “that distressing calamity” is never recounted. In-
stead, Pym’s narrative ends, leaving behind the mysterious “embraces of the 
cataract” and “shrouded human figure” (175), both of which seem to symbolize 
an entrance/exit, but continually defer a new episode of Pym’s narrative. This 
over-symbolical figure does not, and will not, spell out “the incredible adven-
tures and discoveries.” Thus, even if Pym truly explores “farther south” beyond 
the parallel, as Lauren Coats suggests, “Poe’s Pym never actually travels beyond 
this boundary” (385; emphasis added). In sum, until the last chapter, “the 
eighty-fourth parallel” has been a tentative goal line from which a new episode may, 
or may not, begin. Nevertheless, it only leaves behind the ambiguous ending. 
　Related to that provisional goal line of “the eighty-fourth parallel,” The Nar-
rative refers to the direction to the south many times. In the first place, the sub-
title and the “Preface” announce that Pym’s narrative is “an account” of his 
“extraordinary series of adventure in the South Seas” (2). Pym’s motivation for 
sailing can be ascribed to Augustus’ story of “his adventures in the South Pacif-
ic Ocean” (4). After Pym secretly boards the Grampus, the “original course” of 
the ship turns out to be “the southwest” (41). In addition to the Grampus, the 
Jane Guy also “bound on a sailing and trading voyage to the South Seas and 
Pacific” (107). Shortly after the Jane Guy “advanced to the southward more than 
eight degrees farther than any previous navigators,” Pym persuades unmotivated 
Captain Guy to keep “persevering, at least for a few days longer, in the direction 
[they] were now holding” (129). Pym’s consistent movement toward the south 
bespeaks what Michiko Shimokobe calls “the drive for the south” (13; transla-
tion mine). 
　Despite Pym’s drive for the southward, the ocean-line of his voyage illus-
trates a number of twists and turns. Based on Pym’s scrupulous records of his 
location, Shimokobe compares Pym’s latitudinal and longitudinal movement. 
She concludes that in contrast to Pym’s persistent latitudinal movement, his lon-
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gitudinal movement exhibits a zigzag course without any consistency (13; 
translation mine). Her analysis is important, for it reveals a certain contradiction 
over Pym’s voyage: while he moves toward the south, he can by no means go 
straight to the south. Otherwise stated, while Pym aims at the direction to “the 
eighty-fourth parallel,” he cannot avoid digressions from the straight route, as if 
he were stuck in the twistings and turnings of the labyrinth.
　In resonance with such spatial digressions in the ocean, The Narrative em-
braces many literary digressions. J. V. Ridgely and Iola S. Haverstick investi-
gate Poe’s composing process of The Narrative, in which there are “at least five 
stages” (63-64).5 In accordance with Poe’s five stages, his text abruptly changes 
its story line (for instance, from the story on the Grampus to the Jane Guy, or 
from on the Jane Guy to Tsalal), which Carringer calls “bizarre twists and turns” 
(506). Furthermore, Pym frequently gets off his narrative by inserting nautical, 
biological, or anthropological explanations.6 Among such supplemental data are 
the method of “the stowage of the brig” (49), the “rookery” of the penguin and 
albatross (113), or the malacology of the “bêche-de-mer” (142-44). These di-
gressions inevitably prevent The Narrative from providing a straight narrative 
line, instead holding out a winding one. On this issue, G. R. Thompson aptly 
states that Pym’s discursive narrative is “a labyrinth”; “a chaotic puzzle that is 
. . . artificed, designed, framed” as one narrative (197). To sum up, analogous to 
Pym’s winding track, the story line also goes back and forth with many digres-
sions to create the labyrinth of the text.
　Crucially enough, Pym’s narrative retrospectively retraces his zigzag voyage, 
as Theseus retraces his path in the labyrinth by following Ariadne’s thread. The 
“Preface” declares that Pym’s narrative is written “from mere memory” (2), 
which proves what Ingold mentions about the story line: “To tell a story . . . is to 
relate, in narrative, the occurrences of the past, retracing a path through the 
world” (90; emphasis in original). In the case of Pym’s tale, to tell his experi-
ence is literally “retracing a path through the world,” retracing the winding path 
of Pym’s past voyage. Identifying Ariadne’s thread as the story line, J. Hillis 
Miller remarks on “the paradox of Ariadne’s thread”: “[Ariadne’s] thread maps 
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the whole labyrinth, rather than providing a single track to its center and back out. 
The thread is the labyrinth, and at the same time it is a repetition of the labyrinth” 
(19; emphasis added). Notably, Pym’s digressive story line “maps” his digres-
sive navigation of the past; in short, Pym’s narrative is Pym’s sailing. The two 
lines (the ocean-line and the story line), exhibiting the “bizarre twists and 
turns,” possibly enable us to conceive The Narrative as the labyrinthine text. 
2. Inescapable Labyrinth—Two Episodes in The Narrative
　In the former section of this paper, I have specifically examined two winding 
lines (the ocean-line and the narrative line), which potentially delineate The 
Narrative as the labyrinthine text. Whereas Poe’s scholars (like Carringer or 
Thompson) have not referred to it, several crucial scenes seem to be based on 
the Greek myth of Theseus and Ariadne, though with essential difference. In this 
section, I focus upon the two scenes—Pym’s imprisonment inside the “hold” of 
the Grampus and Peters’ toil in the “cabin” of the Grampus—to discuss the critical 
theme of Pym’s narrative: “inescapability.” As a sort of meta-narrative, these 
two episodes will analogically bridge Pym’s/Peters’ effort to escape from the 
labyrinth and the reader’s effort to escape from this labyrinthine text, which is 
the main subject of the next section. 
　This paper suggests that the episode of Pym’s imprisonment within the Grampus’ 
“hold” re-presents Theseus’ legend by way of metaphors of a labyrinth and a 
thread. Apparently, the ship’s hold metaphorizes Daedalus’ labyrinth. After 
“creeping and winding through innumerable narrow passages,” Pym looks 
around the gloomy hold and then calls it “a complete chaos” (17). More direct-
ly, when Pym gets physically and spiritually weak in the hold, he perceives that 
chaotic place as “the dismal and disgusting labyrinths of the hold” (24). Along 
with the “dismal and disgusting labyrinths,” “a piece of whipcord” may serve as 
the metaphor of Ariadne’s thread (18). In one original version of the Greek 
myth of Ariadne’s thread, “the end of a ball of thread” is attached to “the door” 
of the labyrinth (Hard 346). By the same token, in The Narrative, the end of the 
“whipcord” is pinned down at a “nail” below the “trapdoor,” from which the 
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cord spreads “throughout all the necessary windings” of the labyrinth-like hold 
(18). Also, the cord is supposed to help Pym “to trace [his] way out without 
[Augustus’] guidance” (18). Based upon these analogies, the juxtaposition of 
the labyrinthine hold and the whipcord enables us to imagine Pym’s present sit-
uation as Theseus’ mythical situation. 
　Notably, the intertextual interaction between The Narrative and the Greek 
myth of the labyrinth is obvious in Pym’s following action of bringing the sup-
plied watch to his hiding-place in the hold:
  
My first care was to get the watch. Leaving the taper burning, I groped 
along in the dark, following the cord through windings innumerable, 
in some of which I discovered that, after toiling a long distance, I was 
brought back within a foot or two of a former position. At length I reached 
the nail and, securing the object of my journey, returned with it in 
safety. (19; emphasis added)
　As Ariadne’s thread helps Theseus return to the entrance/exit of the laby-
rinth, the “cord” helps Pym accomplish his “journey” inside the labyrinth-like 
hold with “safety.” As if alluding to the serpentine passages in Daedalus’ laby-
rinth, the text says that Pym proceeds a long distance only to find himself 
“brought back within a foot or two of a former position.” With these similari-
ties, Pym’s “journey” in the labyrinthine hold is reminiscent of Theseus’s ven-
ture in the maze to kill the Minotaur. 
　However, despite such correspondences between Pym’s trial inside the hold 
and Theseus’s endeavor in the labyrinth, there is an important difference be-
tween the two stories: in The Narrative, even if Pym can return to the entrance/
exit of the “labyrinths of the hold,” he by no means escapes from this laby-
rinth-like place. Enclosed in the hold without Augustus’ aid for a long time, 
Pym decides to make his second journey to extricate himself from the “disgust-
ing and dismal labyrinths of the hold.” Overcoming various obstructions such as 
“the crate” or “a complete wall of various heavy lumber” (24), Pym proceeds 
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“along the line until [he] finally reached the nail” (25). At the nail, he “pressed 
against the cover of the trap” (25). Nonetheless, the door of the hold “did not 
give way” (25). Consequently, in contrast to Theseus, Pym cannot leave “the 
dismal and disgusting labyrinths of the hold.” Pym’s failure to escape conveys a 
certain irony: though the “cord” (or “line”), which I interpret as the metaphor of 
Ariadne’s thread, helpfully leads Pym to the entrance/exit of the labyrinthine 
hold, it never allows him to actually escape from that enclosure. Contrary to the 
Greek myth, The Narrative expresses that the “line” (whipcord) is not helpful 
and the “labyrinth” (hold) is not escapable.   
　The intertextual influence of the Greek myth to The Narrative is seemingly 
marked also in Dirk Peters’ attempt to dive into the sunken cabin so as to pro-
cure something edible or useful. In his trial, fastening the “rope,” Peters has to 
“make a turn to the right, and proceed under water a distance of ten or twelve 
feet, in a narrow passage, to the store-room, and return, without drawing breath” 
(77). Inside this labyrinthine cabin, the “rope” is his lifeline, for it is not only “a 
means of safely retracing the labyrinth” (Miller 16) but also a means of commu-
nication: more specifically, the rope is to be jerked when Peters “desired to be 
drawn up” (78). With such difference though, the symbol of the labyrinth (cab-
in) and the thread (rope), like the hold and the whipcord in the former example, 
makes Peters’ venture identical with Theseus’ and Pym’s prior one. 
　More crucially, however, The Narrative again overturns Theseus’ legend 
through its ironical emphases on Peters’ failure in the labyrinth-like cabin. First-
ly, the rope does not function as Peters’ lifeline at all. In his first attempt, when 
the “rope [is] jerked violently,” the others (Pym, Augustus, and Parker) draw 
Peters up “so incautiously as to bruise him badly against the ladder” (78). Here 
the “rope” is no longer identified as Ariadne’s thread, for it is originally “a 
means of safely retracing the labyrinth” (emphasis added). In his second trial, 
when Peters is pulled up, he “was almost at the last grasp,” because the others 
cannot notice his signal, even though he “repeatedly jerked at the rope” (78). At 
this time, the line’s use for communication is negated due to an accident that the 
“rope” is “entangled in the balustrade at the foot of the ladder” (78). Fore-
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grounding the useless or even fatal “rope,” The Narrative reconfigures the anec-
dote of Ariadne’s thread in its highly ironical manner.
　Moreover, the theme of “inescapable labyrinth,” which is central in the epi-
sode of Pym’s imprisonment, is reiterated exclusively in Peters’ fourth descent 
into the labyrinth-like cabin. Using Ariadne’s thread-like “weather-forechains” 
that Peters found in his third challenge, he “succeeded in making his way to the 
door of the steward’s room” (78). However, the door is, like the one in the hold, 
“locked” (78). Consequently, Peters is “obliged to return without effecting an 
entrance” (78). Interestingly, whereas the Greek myth puts a strong emphasis on 
how Theseus escapes from the labyrinth, the episode of Peters’ fourth attempt 
conversely underscores how he enters “the steward’s room.” Paradoxically, Peters’ 
failure in entrance leads to all companions’ failure in escape, since they cannot 
escape from their present predicament where there is little hope to survive. The 
four survivors “thought of the host of difficulties which encompassed [them] 
and the slight probability which existed of [their] finally making an escape” (79; 
emphasis added). Under the inescapable situation, they ponder the way to 
accomplish their “deliverance” (79; emphasis added). With such words as “en-
compass,” “escape,” or “deliverance,” The Narrative delineates the “situational laby-
rinth,” from which the four survivors cannot “escape” at present. In summary, be-
cause of the useless rope and the impassable door in the mazelike cabin, all the 
companions are “encompassed” by their predicament, which implies the ines-
capable “situational labyrinth.”     
     In this section, we examine two scenes: Pym’s imprisonment in the “laby-
rinths of the hold” and Peters’ diving into the mazelike cabin. Both symbolical-
ly deal with the line (the “cord,” and the “rope”) and the labyrinth (the “hold” 
and the “cabin”), insinuating the Greek myth of Theseus and Ariadne. More 
crucial is the repetitive representation of “inescapability,” which may be Poe’s 
uniqueness in comparison with the original Greek myth; the “line” is not help-
ful, thence the “labyrinth” is inescapable.7 This literary theme seems to echo the 
famous “chasm” episode and the labyrinthine text as a whole. 
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3. Outlined Labyrinth and Labyrinthine Text
　The following argument is mainly that the (in)famous “indentures” in 
“chasms” symbolically embody the inescapability for those inside/outside the 
text, problematizing a chain of interpretations given by Pym—Peters—the read-
er—an anonymous author of the “Note”—and again the reader. This circulation 
of interpretations expands from the figures in the chasms, to the figures of the 
chasms, and finally to the overall text, radically calling into question the ulti-
mate escape from the labyrinth of The Narrative.      
　“Indentures,” marked on the surface of the “termination of the cul-de-sac” 
(162), are related to “inescapability” in two ways: the physical impasse and the 
literary impasse. The “range of singular-looking indentures” (162) appears in 
the final-third “chasm,” into which Pym and Peters descend to “fin[d] some av-
enue of escape” (160). Yet, as the French “cul-de-sac” denotes, there turns out 
to be “no means of escape from [their] prison” (163). Thus, like the episode of 
the hold, Pym and Peters physically cannot flee through the chasms. In addition, 
both Pym and Peters provide their distinguished interpretation to the indentures: 
Peters regards them as a combination of a “representation of a human figure” 
and “alphabetical figures,” while Pym is sure that they are “the work of nature” 
(162, 163). In this hieroglyph, John T. Irwin recognizes “Pym’s and Peters’ un-
certainty about the natural or human origin of the chasm and its markings” 
(166-67). Not only for Pym and Peters but for the reader, is it uncertain whether 
Pym’s or Peters’ interpretation is correct. At least, at this point in the text, there 
is no way to escape from the “uncertainty” of the markings. In this way, the in-
dentures concretize a crucial impasse of Pym’s, Peters’, and the reader’s inter-
pretations as well.     
　The indentures are not all to interpret. The “Note,” written by an anonymous 
editor, redirects the reader’s attention to the “chasms.” As the editor explains, 
precisely arranged in order, the figures of the three chasms “constitute an Ethio-
pian verbal root,” whose meaning is “To be shady” (177). And then the editor 
offers his interpretation of the indentures that “the opinion of Peters was cor-
rect” and that “the hieroglyphical appearance was really the work of art” (177). 
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The indentures are composed of three parts; “the Arabic root” that means “To 
be white”; “the full Egyptian word” that indicates “The region of the south”; 
and “the representation of a human form” whose “arm is out-stretched towards 
the south” (177). By bringing out his “probable” interpretations, the editor 
brings us back to the chasm in Chapter 23 (177). On this issue, Irwin states that 
“the note returns the reader to the chasm episode, presumably to retrace the nar-
rative line to the final break in the text, and then on to the note which sends him 
back to the chasm episode, and so on” (196-97). Put simply, this circulation be-
tween the “Note” and the chasm episode literarily confines the reader within 
probable, though uncertain, interpretations of “all the figures” of/in the chasms 
(177). 
　Despite the lack of scholarly attention, this paper argues that the intertextual-
ity of the Greek myth of the labyrinth is essential for the understanding of the 
chasm episode. Like Daedalus’ labyrinth, all of the connected chasms have “a 
short bend” or “the curve,” as the reader can easily find in the visual figures in 
the book (161). About “a delineation” of chasms, Pym explains that he uses “a 
pocket-book and pencil” to record “the general outlines of the chasm” (160, 
161; emphasis added). With morphological emphases on the “line,” The Narrative 
illustrates the “written line,” not Ariadne’s material thread. “The thread and the 
maze,” notes Miller, “are each the origin of which the other is a copy, or each is 
a copy that makes the other, already there, an origin” (16). In The Narrative, the 
“outline” is literally the copy, simply because it is Pym’s writing. But curiously 
vice versa: the chasms are the copy which makes the “outline” an origin, be-
cause the three chasms are probably outlined in the shape of “an Ethiopian ver-
bal root.” These (un)readable outlines of the chasms embody both the “line” and 
the “labyrinth”; in short, they represent the “written labyrinths.” Furthermore, 
they become, in the “Note,” the objects for the reader’s re-interpretation that is 
destined to fail. Otherwise stated, due to the deferral of decoding the inscrip-
tions, the reader is enclosed within the “chasms,” the “written labyrinth,” from 
which he maybe cannot escape. Accordingly, like Pym’s whipcord or Peters’ 
rope, the “outlines” are not helpful for the reader to extricate himself from the 
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“written labyrinth.”  
　More broadly but precisely, the reader is confined within The Narrative, 
which I have interpreted as the labyrinthine text. After unfolding his philologi-
cal interpretations of the hieroglyphs, the anonymous editor of the “Note” re-
marks:
  
Conclusions such as these open a wide field for speculation and excit-
ing conjecture. They should be regarded, perhaps, in connection with 
some of the most faintly detailed incidents of the narrative; although 
in no visible manner is this chain of connection complete. (177-78; 
emphasis added)  
This passage hints to the reader that he should retrace an invisible “chain of 
connection” from the beginning of the narrative. Enforcing the reader to retrace 
his own reading of the labyrinthine text, “the narrative line, by leading back into 
itself, erases its endpoint” (Irwin 197). Therefore, even if the reader retraces the 
invisible “chain of connection,” he cannot escape from The Narrative, just as 
Pym cannot escape from the locked hold even by following the line: that is, 
there is no entrance/exit in this labyrinthine text.
　The over-symbolic “shrouded human figure”—and “the embraces of cataract”
—appears to embody the impasse in two ways, spatially and literarily, like the 
discussed indentures in/of the chasms (175). After crossing the tentative goal 
line of “the eighty-fourth parallel of southern latitude,” Pym and Peters encoun-
ter the cataract that seems to promise a new episode. However, the text follow-
ingly reads, “[b]ut there arose in our pathway a shrouded human figure” (175). 
Here this contrastive conjunction (“But”) should be highlighted, since it implies 
that the figure spatially obstructs Pym and Peters’ progression, as if it did not 
permit any entrance nor exit. Additionally, as Burton’s Gentleman’s Magazine 
comments, there are no accounts of new adventures nor the “account of the escape . . . 
from the irresistible embraces of the cataract” (qtd. in Critical Heritage 97). 
That is, the enigmatic figure embodies the literary cul-de-sac, where there is no 
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entrance nor exit. Furthermore, also for the reader, the figure concretizes the 
impasse: just as the chasm-indentures exemplify the unreadability, this mystical 
figure invokes too many interpretations to put an end to the reader’s own read-
ing. This vague ending of Pym’s narrative prevents the reader from escaping 
this labyrinthine text. Still, what the reader can do within The Narrative is only 
retrace the “chain of connection.”8
Coda
　This essay, beginning with the analysis of how digressive the ocean-line of 
Pym’s voyage and the story line are, aims to show that The Narrative is the lab-
yrinthine text, in which Pym retraces his navigation of the past by telling his 
discursive story, as Theseus rewinds Ariadne’s thread in Daedalus’ maze. The 
Narrative’s possible intertextuality with the Greek myth of Theseus and Ariadne 
reveals that Pym’s narrative singularly represents “inescapability.” The inescap-
ability—with the meaningless “lines” (the whipcord, rope, and outline)—de-
scribed in Pym’s/Peters’ experiences within the “labyrinths” (the hold, cabin, 
and chasms) symbolizes the inescapability or unreadability of the text as a 
whole. Even following the “chain of connection,” the reader cannot settle down 
his interpretation of chasm-indentures, the human figure, and the labyrinthine 
Narrative itself. 
　The final line of The Narrative seems to re-emphasize the connection between 
The Narrative and the Greek myth, and between the text and the labyrinth: “I 
have graven it within the hills, and my vengeance upon the dust within the rock” 
(178; emphasis in original).9 If “it” is interpreted as The Narrative itself, the text 
is inscribed “within the hills” and “within the rock.” In order to read “it,” the 
reader has to explore within the hills and rocks. To decipher the text is to ex-
plore the labyrinth, the inescapable labyrinth.
Notes
1 Several researchers have studied the relation between Poe/Poe’s works and the 
Greek.Upon Poe’s education of Greek, see Kevin J. Hays 1-16 and Gregory 
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Hays 221-31. Their biographical informationdemonstrates Poe’s preference for 
Homer in Greek.In addition, Dimitrios Tsokanos makes an analysis of Poe’s 
employment of Classical Greece in his short novels like “Mellonta Tauta,” con-
cluding “[t]he fact that the author resorted to Greece as a source of inspiration is 
undeniable” (57). But he also addresses “the need of additional research” (57).
2
 It remains unexamined that The Narrative has many synonyms of the “line”: 
“line” (30, 46, 74, 114, 116, 151, 160); “thread” (47, 108, 160, 167); “string” 
(26, 140, 165); “(whip)cord” (18, 42, 151); “chain” (10, 25, 41, 61, 78, 84, 85, 
103, 136, 146, 154, 178).
3
 John Tresch reveals the line of “the eighty-fourth parallel of southern latitude” 
in the title page visuallyrepresents a border line.
4
 Cindy Weinstein spotlights the disturbance of temporality in The Narrative. 
Concerning the work’s abundant subtitle, she argues that “[t]he full title of Pym 
is, of course, a parody both of sequence and length that anticipates the temporal 
vacillations of the text” (91). 
5
 The five stages of Poe’s composition of The Narrative are as follows: (1) the 
Southern Literary Messenger textwas written in late 1836 and then published in 
January and February, 1837; (2) from the end of the Messenger to the close of 
Chapter 9 was written between April-May, 1837; (3) from Chapter 10-15 might 
have beenwritten in late 1837 and early 1838; (4) Chapter 16 to the ending, ex-
cept Chapter 23 and the infamous “Note,” were composed between March-May, 
1838; and (5) the rest of the work, Chapter 23 and the “Note,” was finished in 
July, 1838. 
6
 About the digression in The Narrative, especially see James M. Hutchisson. 
Moreover, Poe’s digressions cannot be separated from his plagiarisms. On this 
issue, see Coats 389-94, and Lisa Gitelman. 
7
 Interestingly, Pym or Peters at last succeeds in escaping from the labyrinthine 
space by virtue of the edged tools that seem to be symbolically contrast to 
the“line.” In the case of the “hold,” “the fall of the knife” enables Augustus to 
discover imprisoned Pym (48). In addition, just after the predicament forces the 
four survivors to execute “cannibal designs” (91), Pym can ironically remember 
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the place of the “axe,” which helps the three survivors “cut through the deck 
over the store-room, and thus readily supply [themselves] with provisions” (95).
8
 The preface of The Narrative begins with the phrase, “[u]pon my [Pym’s] re-
turn to the United States a few months ago” (2). Without any information on 
what the enigmatic human figure is nor how Pym escapes from the sublime cat-
aract, the reader is made to start again from the outset of the text (that is, the 
prefatory report of Pym’s return) and retrace the inescapable Narrative. 
9
 J. Gerald Kennedy notes that the “final postscript has a biblical ring and 
roughly resembles passages in Job and Jeremiah, but the formulation is Poe’s 
own” (291). 
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